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ABSTRACT
Stepping Into a Moment: A Historical Reconstruction of Lord Dunmore’s Portrait
by
Slade J. Nakoff

The study of material culture study has long been estranged from mainstream academic
discourse often dismissed as the examination of pots and pans. Historians are beginning to
realize that material culture and cultural reconstruction offer vital insights into the past. Building
upon new developments, my project reconstructs the items painted by Joshua Reynolds in his
famous painting of Lord Dunmore. This reconstruction allows for the efforts of unnamed
tradesmen to be retraced, making a few people and their efforts which were lost to history known
once again. By employing written documentation in tandem with extant artifacts, the project
recreates every object in the portrait as it would have been done in the past. This study put to the
test the benefit of material culture as an academic discipline. By employing an interdisciplinary
approach, it allowed for new insights into the past by combining most notably experimental
archeology, material culture studies, and academic history. The findings of this research provide
insight into the effectiveness of the experiential analysis technique for the purpose of historical
study and how it benefits not only current understanding of artifacts themselves but also fills
gaps in the lives of those who created and used these items.
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INTRODUCTION
Many historians are still learning how to work with and evaluate historical artifacts. This
evaluation of material culture has been deemed by some as “pots and pans” study and not worthy
of research. As a sub section of historical studies, the discipline of material culture is a rather
new field. This study attempts to bridge the often-large divide between the analysis of written
documentation and the study of artifacts. By characterizing objects as “documents” themselves
we can breathe new life into previously unknown parts of the past. A neglect of this approach
would miss the vital role played by material culture in the portrait selected for study which
bridges the gap between traditional historical analysis and archeology.
This paper is a case study which aims to prove the significance of material studies. The
objects represented in the portrait were recreated to better understand the perspective of both the
tradesman who made the objects and the sitter himself. Painted in 1765 by Joshua Reynolds, the
portrait selected for this study is that of John Murray. 4th Lord Dunmore, now in the permanent
collection in the National Galleries of Scotland, Edinburgh, Scotland.1 Given Joshua Reynolds’
background as the founder and first president of the Royal Academy of Arts in London, as well
as his importance as a historical figure himself, one might conclude that Reynolds would be the
focus of this study. However, he and his work are not the stopping point for this study but the
medium itself.
Information is transferred in an academic setting in the form of language. Aside from
lectures, written language is the main medium of the academic community. It is only logical that
it would be that way. It then follows that historians have used documents as the way of gaining

1

Reynolds, Sir Joshua, John Murray, 4th Early of Dunmore, https://www.nationalgalleries.org/art-andartists/8802/john-murray-4th-earl-dunmore
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knowledge about the past. Objects have generally been over-looked or viewed as an afterthought.
When trying to better understand the past, documents can give a voice only to those who were
literate and subsequently wrote the information down on a substrate of parchment or stone which
survived long enough to be either copied or stored until the present. The information that has
been left via surviving documentation is a small fraction of what once existed. As described in
The Great Cat Massacre, meanings, without a source of explanation that at one time were
explicit and understood, are often lost to time. Robert Darnton, in this work, states, “By getting
the joke of the great cat massacre, it may be possible to “get” a basic ingredient of artisanal
culture under the Old Regime.”2 Objects, like jokes, can become an important transmitter of
information about past life both as a physical manifestation of past life and a manifestation of the
labor necessary to create and utilize an object. Though it has not commonly been viewed as such,
the objects themselves have much to tell us about the past and give context for the world in
which historical figures lived and experienced.
Objects offer an alternative source for historical information. History can be better
understood through the close examination of objects and, subsequently, the people who shaped,
used, or saved the object of study. This helps to fill in the gaps not only in the present’s
understanding of what the past looked like, but also how humanity experienced and interacted
with the world around it. It is one thing to describe a person’s clothing, it is another to make and
wear them. Material culture study often is the only way to obtain information about those who
could not write or about those whose writings did not survive. Material culture studies gives a
voice to those who are no longer able to speak. Information which normally is constrained in the

2

Robert Darnton, The Great cat Massacre: And Other Episodes in French Cultural History (Basic Books, May 12
2009) 79.
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bounds of ink and parchment can be found by another medium. In the case of Lord Dunmore,
that medium is oil paint. The paint on the canvas itself is the mode of information transfer. This
baseline gives modern viewers a glimpse into what took place the day Dunmore stood for his
portrait to be painted. Taking the information from the painting itself while also looking to
similar artifacts, documentation of such objects in primary sources, and their methods of
construction, allows for a reconstructed model of the objects to be created. The goal of such a
model is to reproduce the objects as they were, as closely to historical methods of creation as
possible.
Without detailed accounts of the lives of the individual tradesmen who made all that Lord
Dunmore wore for the portrait, how would anyone know the long journey each object took and
all the hands which each object passed through to make Dunmore’s portrait convey how
prominent he was? It sadly stands that the whole of the tradesmen’s names has been lost. The
only way then to truly know what the tradesmen went through is to recreate each stitch, by hand,
to make the shoes, and to then walk in the steps of such a person from history. This brings
insight into the lives of the many individuals who trailed behind Lord Dunmore and what they
went through to provide him with the societal acclaim and extravagances he desired.
Chapter one provides background information and context about the painting itself.
Although a brief outline of Sir Joshua Reynolds’ motivations and career are covered the main
focuses upon on Dunmore. It explains Dunmore’s motives for getting the painting made and the
image he hoped to project. The main body of this work, chapters two through twelve progress as
if one was following Lord Dunmore as he is getting ready in the morning before the sitting.
Exploring each item in the order of which he would have dressed. Each of these sections will
provide first an outline of what information can be obtained by viewing the painting, followed by
9

a detailed description of the reproduction process. Each chapter following chapter one will
conclude with remarks about the historical tradesmen while providing insights into reproduction
process.

10

CHAPTER ONE
PAINTING CONTEXT

3

3

“John Murray - Joshua Reynolds - Google Arts & Culture.” Google. Google.
https://artsandculture.google.com/asset/john-murray-joshua-reynolds/BgFi1uF1qL_yrw.
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The Life of 4th Lord Dunmore, John Murray

The 12th of April 1765 was the first of three meetings between Lord Dunmore and Sir
Joshua Reynolds.4 These meetings were what one might expect from the meeting of the likes of
two such men, one being of noble stock and the other a most prominent portrait painter.
Dunmore stood for a portrait to capture his likeness. The next meeting would follow soon after
on the 15th and a much later meeting most probably occurred on the 24 of December the
following year.5 This final meeting was most probably to see and approve the finished work, but
as no records attest to this, one cannot be certain.
Paintings, like Dunmore’s portrait, tell stories, or, more precisely, convey information.
The adage ‘a picture is worth a thousand words’, in this case, is quite literally true. To begin to
understand the meanings that can be derived from the painting, it is best to first outline the artist

4
5

Martin Postel, Mark Hamett, Joshua Reynolds (London: Tate Publishing, 2005), 118.
Ibid.
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and determine variables which might cloud, or obscure conclusions drawn from the painting
itself. One must take into consideration several different variables such as the colors utilized, the
artist’s motivations, and general tendencies in painting styles. Only after examination of the artist
and his motives can one turn their attention to the variables of the sitter himself.
Joshua Reynolds was born in Devon in 1723.6 Though the son of a cleric and
schoolteacher, from a young age he showed artistic gift.7 Apprenticed in the 1740s to a Thomas
Hudson, Reynolds learned the art of portraits in oil while Hudson introduced him to various
clubs devoted to Italian Classicism.8 He traveled to Italy in 1749 to study the Old Masters for
three years.9 This greatly influenced his style for the rest of his career as an artist. Reynolds
continued to be an active “club man” which allowed him to make important connections. His
time on the continent confirmed his interests in the gentlemanly arts, the classics, and the
continental culture. Reynolds became so well known as a portrait painter that in 1768 King
George II confirmed his position as the first President of the Royal Academy.10
Oil paint is essentially only two ingredients, oil and pigment. When representing the
physical world, artists most often choose pigments which correlate to the colors that are
attempted to be represented. This means that in a portrait a jacket may be blue, but the color of
the jacket might not have been exactly the ultramarine blue pigment mixed with lead white
pigment. Also, one must consider artistic license which could have been used to make a wealthy
patron into a more handsome fellow. In the case of Sir Joshua Reynolds, he himself spoke on the
subject of the act of painting what is in nature versus painting the idealized version of such. In

6

Derek Hudson, Sir Joshua Reynolds: A Personal Study (London, Geoffrey Bles Ltd), 5.
Martin Postel, Joshua Reynolds, 17.
8
Ibid.
9
Ibid.
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Ibid.
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Discourse Three of Reynolds written work on art, he states that, “All the arts receive their
perfection from an ideal beauty, superior to what is to be found in individual nature… Every
language has adopted terms expressive of this excellence. The gusto grande of the Italians,
the beau idéal of the French, and the great style, genius, and taste among the English, are but
different appellations of the same thing.”11 Reynold’s Discourses were a collection of written
works on art criticism and guides for artists which were developed from lectures he gave to his
students as the president of the Royal Academy between 1769 and 1790. It is this great style
Reynolds describes in this Discourse that became characteristic of Reynold’s portraits. His
paintings attempted to perfect that which is set in the imperfection of nature. In Dunmore’s case
this was just as true as with anyone else.
Prized for his knowledge of how to paint the sitter as they want to be represented,
Reynolds’ style won many admirers. If one takes the example of Mrs. Mary Robinson (1783-84),
Reynolds took into consideration not only the sitter before him but her earlier life and beauty. A
famous mistress who, among her admirers she counted George Augustus, Prince of Wales, after
which Robinson turned later to writing.12 In the portrait, Reynolds has her face mostly turned
away and the background blank to indicate the transition and struggles which she had endured
including being ruthlessly cast off by the prince. For Reynolds every part of the painting needed
to tell the sitter’s story with history and allegory aiding to both the paintings message and
sometimes mystery. Lord Dunmore selected military attire for his portrait and clearly wished to
be seen as a military man, gentleman, and a person of great significance and elegance. In the

11

David Price, “DISCOURSE III Delivered to the Students of the Royal Academy, on the Distribution of the Prizes,
December 14, 1770,” Seven Discources on Art by Joshua Reynolds. (Cassell and Company) 1901.
12
Earl Leslie Griggs, “Coleridge and Mrs. Mary Robinson.” Modern Language Notes 45, no. 2 (1930): 90–95.
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background there appears to be storm clouds which sought to dramatize his military career and
achievements.13 This emphasis is quite intriguing given that by the time of his sitting in 1765, it
had already been five years since Dunmore had resigned his most recent military position with
the third Regiment of Foot.14 Dunmore had resigned his commission largely due to his
frustration with how slowly he had advanced through the ranks. Given that his career was less
than illustrious his military past must play at deeper motives.
When one has their portrait painted, it stands that the expectation is to be painted in a
favorable light. Dunmore clearly wished to be remembered as a military man. Up to that point, it
was the most significant appointment he had obtained: His appointment as governor of New
York came five years after Reynolds completed the painting. One might also consider
Dunmore’s affinity for his Scottish heritage and his murky allegiance to the ruling Hanoverian
dynasty. This selection would not have been made lightly.
When Dunmore stood for the portrait, the Dress Act of 1746 prohibiting the wearing of
“highland dress” was still in force. Wearing traditional Highland dress would remind people of
the part that Dunmore and his family played in the Jacobite Rebellion of 1745, an involvement
from which Dunmore was keen to distance himself. The third Regiment of Foot utilized the
Highland garb as uniform, so the regiment was, therefore, exempt from the Dress Act. The Act
was only repealed in 1782 the burgeoning political and military links being fostered between the
Scottish aristocracy and the British state at the time.15 It may be that Dunmore and others who
wished to highlight their Scottish origins were allowed to. This would have enabled Dunmore to

13

Martin Postel, Joshua Reynolds, 118
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William C. Lowe, “The Parliamentary Career of Lord Dunmore 1761-1774,” The Virginia Magazine of History
and Biography, (Virginia Historical Society, 1988), Vol. 96. No.1. pp 5
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Martin Postel, Joshua Reynolds, 118.
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both express his heritage while also not going against the British rule which he most fervently
desired to uphold.
Dunmore’s family history or national history can be seen in the portrait itself. Known to
paint symbolism into the background, Reynolds uses the gnarled stump image to represent
Scotland, or at least the Jacobite Rebellion. The rebellion had been cut off and, so too, her
identity, but just like Dunmore’s expression of his heritage in his dress, the stump has sprouted
and begun to grow again springing life directly from the broken limb.
Dunmore during the rebellion served as a Page of Honor to Prince Charles Edward.16 It is
not certain how much he participated in the rebellion. Those as young as the age of sixteen, like
Dunmore was, all the way to sixty were called to take up arms, so it stands that he might have
directly participated.17 Apparently, a John Murry was used as a messenger.18 General George
Murray, a distant relation, did not think highly of the young Murry, calling him a “blundering
lad” who could “not to be trusted in anything of moment.”19 A month later though, Dunmore
was, “entrusted to carry 300 pounds to Tullibardine, which went smoothly as far as we know.”20
Regardless of the part he played, this time must have been greatly impactful on the young John
Murray. He would have been exposed not only to the pomp surrounding the prince but also, on
the other extreme, the horrors of war and slaughter.

16

Lowe, Parliamentary, 5.
Tullibardine Proclamation, 8 February 1746, Jacobite Correspondence, 193. As cited in David, “Dunmore’s New
World”, 13.
18
George Murray to Tullibardine, 2 October 1745, Jacobite Correspondence 47-49 as cited in David, “Dunmore’s
New World”, 13.
19
George Murray to Tullibardine, 7 September 1745, reproduced in Duke, Lord George Murray, as cited in David,
“Dunmore’s New World”, 13.
20
George Murray to Tullibardine, 3 October 1745, Tullibardine to George Murray, 7 October 1745, Jacobite
Correspondence, 51, 67 as cited in David, “Dunmore’s New World”, 13.
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His father William Murray assisted the manager of Charles’s household.21 Holyrood, the
house where Charles established his court, had significance as well to the Murrays, in that the
first Earl of Dunmore, Lord Charles Murray had lived on the second floor for a time and died
there in 1710.22 Charles was one of only six hereditary Scottish peers created by James VII and II
before his reign was forcibly removed by the Glorious Revolution.23 Under King William, the
first earl was imprisoned on three separate occasions for being a suspected Jacobite.24 With all
the Jacobite connections in his family’s past, as well as that of his own role in the rebellion, it is
hard to imagine how Lord Dunmore was able to come out in any favorable light to the Hanover
court. It seems that, after the battle of Culloden, John’s father turned himself in to the
authorities.25 William would have faced execution had it not been for his older brother, the 2nd
Earl of Dunmore’s influence.26 William’s punishment was eventually accepted in the form of
public humiliation of a trial and confinement within six miles of the city of Lincoln.27
The 2nd Earl now went about the problem of John himself and decided a military career
was the best option.28 He encouraged Henry Fox, a member of the king’s cabinet, to put forth
John’s name, but, in response, the king, “pleas’d to refuse Yr Nephew Mr Murray positively.”29
During the spring of 1749, the Earl was able to get the commission John was seeking. At the age
of 19, John was to serve in the Scots Guards.” 30

21

David, Dunmore’s New World, 12

“Grant of Apartments in the Palace of Holyrood House to Charles Murray by Queen Anne”
DFP,NRAS3253/Bundle 29, 353A as cited in David, Dunmore’s New World, 12.
23
Lowe, Parliamentary, 4.
24
Ibid.
25
David, Dunmore’s New World, 13
26
Lowe, Parliamentary, 5
27
David, 28.
28
David, 150.
29
David, 15.
30
David, Dunmore’s New World, 30.
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Lord Dunmore progressed slowly through military ranks and, as time progressed, he
became dissatisfied with his position. He did not make lieutenant until twenty-five in 1760 and
was a thirty-year-old captain.31 James David states that, “When George II coldly rebuffed
Dunmore’s application to serve on the battlefields of Germany in the winter of 1757-58, he
decided to leave the military for good.”32 Perhaps also the influence of his marriage with Lady
Charlotte Steward, which happened earlier the previous year, caused his resignation. His
resignation is significant to our interpretation of the painting. It might have been his continued
rejection in his military service which influenced his decision to commission the painting, which
Joshua Reynolds must have perceived he desired, to portray him as a valiant military commander
of Scottish heritage.
By the time Dunmore began to aspire toward the political realm, that world was coming
under new influences.33 By the late 1750s, George II was well into his seventies, and those who
were attentive in politics had their eyes on his grandson, the future George III.34 With the passing
of King George II, new doors began to open to Dunmore’s prospects. Two acquaintances from
his army days, Cathcart and Fitzmaurice, added Dunmore’s name to the all-important “King’s
List.”35 This list contained the names of the ministry’s “recommendations” for the Scottish
nobles’ seats in the House of Lords.36 Dunmore was elected in May of 1761.37 With a title, place
in legislature, and land, one would think Dunmore was in a solid place at this point. As it
happens though, the same year he commissioned the painting from Reynolds, Davids states, “He

31

David, 31.
David, 34.
33
Lowe, Parliamentary, 8.
34
Ibid.
35
Lowe, 9.
36
David, 15.
37
David, 38.
32
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went to his cousin John Murray, 3rd Duke of Atholl, to ask for an emergency loan of seven
thousand pounds.” In the end of the discourse, Atholl agreed to lend two thousand pounds, but a
trust was created through mortgaging some of his lands and applying the income to pay his
lenders.38 Atholl stated:
“Lord Dunmore is one who I regard as the Head of the second Branch of my
Family & likewise for his Good Qualities of which from a long acquaintance I can
really say he has many, though at the same time I must confess that Tares have
grown up with the Wheat…Appealed to me Last year in very Great Distress for
my Assistance to raise a Sum of Money at a Risk to Myself, which my (banker)
would Give Ld Dunmore a Chance of Entirely Retrieving his Affairs if he
behaved hereafter with prudence; that on the Contrary if this money Could not be
Raised he was irretrievably Ruined.39
In a predicament of humiliation, his father-in-law, Lord Galloway, was to manage the trust.40 As
his finances were in flux, it was an odd time to commission a portrait. Apparently, Reynolds
produced the portrait as a speculation, possibly with the aim of using it as a ‘show picture’ to
hang in his own gallery. 41
A vacancy appeared in the governorship of New York by the death of Sir Henry Moore in
September 1769, and the 2,000 pound annual salary must have been attractive to Dunmore, as
must have been prospect of grants of land in America.42 Dunmore was granted the position with
the aid of his new brother- in-law Granville Leveson Gower, 2nd Earl of Gower, who had just
been made president of the Privy Council and would continue in that position for the next twelve
years.43

David, Dunmore’s New World, 19.
Lowe, Parliamentary, 20.
40
David, 19.
41
Postel, Joshua Reynolds, 118.
42
Lowe, 25.
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David, Dunmore’s New World, 19.
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Much of the flavor of opinion of Dunmore’s character itself was, and still is for the most
part, shaped by American revolutionary propaganda. Many still think of him as a drunk, a gamer,
or an incompetent. This, on closer inspection, does not seem to have been the case. David states
that “After leaving the army in 1760, he joined an elite Edinburgh debating club called the Select
Society.44 Meetings covered a range of issues in the field of politics, economics, morals and the
arts. Its members (about 130 at the time) included the leading minds of the era, notably Adam
Smith and David Hume, with whom Dunmore dined at the home of the Earl of Shelburne in
1766.45 One would presume that such notables would not allow a drunkard or brute to stay in
their company, let alone invite them to dinner. William Lowe professor of history at Mount St.
Clare College shares about this sentiment, “The view of Dunmore as an ignoramus does not
square with his admission to and membership in the Select Society.”46
Another complaint against Dunmore is that he attempted to grab large tracts of land for
himself by participating in large land schemes. In a letter written by George Washington to
Dunmore on the 12th September 1773, he discusses one such effort stating, “…as also, to have
lent every assistance I could toward facilitating any Schemes your Lordship might have of
procuring Lands to the Westward of us, for yourself –In truth My Lord, my inclinations followd
you closely in this Excursion (which I expected you would have extended a little further to the
Westward than Fort Pitt).”47 Trying to acquire more land does not make Dunmore any more
uncommon or villainous than other colonial planters. If one takes a stance against Dunmore on

44

Lowe, Parliamentary, 7.
David, 21.
46
Lowe, 28.
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George Washington, “Letters of George Washington to Lord Dunmore,” The William and Mary Quarterly,
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the ground of land schemes, then George Washington would also fall into the same category of
villainy.
Of great significance to the life of Dunmore is that of the introduction of his wife
Charlotte. They were married on the 21st of February of 1759.48 She was not rich, but her family
connections proved important to Dunmore and his career. Apparently, some thought her beauty
was so great that she “deserved better.”49 She proved pivotal in providing him with great favor in
the colonies though, because of this. After tarrying some time, Dunmore departed for New York
in early fall, arriving there on 19 October 1770.50 He remained in the colony for almost nine
months before being unwillingly transferred to Virginia through the well-intentioned mediation
of Lord Gower.51 On September 25, of 1771, Dunmore reluctantly arrived in his new position at
Williamsburg. He had tarried in New York, not wishing to move to a harsher climate and leave
his, “favorite Government.”52
In August of 1774, Dunmore headed out of Williamsburg to confront the Shawnee and
Mingo warriors in the Ohio river valley.53 This was prompted by rising tensions around borders
between natives and colonials. The engagement with the Shawnee is what would be eventually
known as Dunmore’s War. By doing this, he was majorly stepping outside of his royal
authoritative bounds. It is also worthy to note that it is unusual for someone of his position to
make such a trek into the back country for such events. Dunmore’s war, as it would become
known later, was a victory for settlers. He returned to Williamsburg with a hero’s welcome and
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Lowe, Parliamentary, 5.
David, 16.
50
Lowe, 27.
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David, 56.
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much good will and acclaim was given to him, even though many of the events which led up to
his action were not of his making.
Dunmore had various reasons to desire to expand into the Ohio country. Without such
land, Dunmore was restricted from granting land which was arguably the largest and most
effective power a royal governor held in the colonies. Though it is not within the scope of this
project to present a comprehensive explanation of the events here, the conclusion can still be
reached that perhaps by marching west he saw himself as fulfilling the powerful military
commander role which had in his earlier years eluded him and which he had his portrait painted
to represent. One can be certain though that when he returned to cheers, it was the fulfillment he
had been looking for since his position with the Jacobite rebellion had turned sour.
As with Dunmore’s early situation, his time as governor of Virginia would soon come to
an early end. Unlike other royal governors, Dunmore decided to stay in Virginia as the
revolution started to boil over.54 It seems he had little reason to believe that he was in a
precarious position at the beginning of revolution. Lowe states in his Parliamentary Career of
Lord Dunmore, “His parliamentary record on colonial affairs was far from anti-American; he had
not voted for either the Stamp Act or the Townshend Duties, the two most provocative measures
of the 1760s, and he had supported the Rockingham and Chatham administrations when they
were attacked for lack of firmness.” It seems like Dunmore was yet again caught up in negative
circumstances outside of his control. On June 8, 1775, Dunmore took the decisive step of
quitting Williamsburg and taking asylum aboard the man-of-war Fowey at Yorktown.55 During
this time, he lived in what was called a “floating town,” a large collection of almost two hundred
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David, 95.
Benjamin Quarles, “Lord Dunmore as Liberator,” The William and Marry Quarterly, (Omohundro Institute of
Early American History and Culture, Oct. 1958), 497.
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ships and thousands of inhabitants.56 One of the most significant actions Dunmore took while in
the harbor at Norfolk, Dunmore issued an important proclamation.57 In a very tight position as
patriots gained ground around him, he wrote, “I do hereby farther declare, all indented Servants,
Negroes, or others free, that are able and willing to bear Arms.” Within only a few days, over a
thousand Virginians were wearing stripes of red cloth signifying their allegiance to George III.58
Within the week people had flocked directly to Dunmore.59 This document would continue to
influence British policy throughout the duration of the war.60 The proclamation was especially
aimed at rebel-owned slaves able to reach British lines. It is interesting to note that the paper and
press used to print the proclamation were illegally seized and was utilized on an impressed ship
The William.61 The importance of this can be seen by Congress’s actions against it. Just 25 days
later, on December 2, 1775, the delegates instructed the “Committee for fitting our armed
vessels” to, “engage ships of war for the taking or destroying of the governor’s fleet.”62 Two
days later the Congress recommended to Virginia that she resist Dunmore “to the utmost…”63
After returning to England for a time, where he fought for the cause of American
loyalists, Dunmore was appointed governor of the Bahamas Islands in 1787. He remained there
until recalled in 1796.64 While there, he worked with the Creek and Cherokee to undermine
American independence while continuing to push for personal land acquisition in the New
World.65 As late as April 1782, he advised Sir Henry Clinton on how he might secure control of
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the James River.66 These schemes, though, never came to pass, and David rightly states, “it is
fitting, then, that Dunmore’s grandson August D’Este was among the vanquished British soldiers
at the Battle of New Orleans in 1815.67
In the later chapters of Dunmore’s life, he returned again to England. The times were full
of social and financial anxiety for him as his daughter, Augusta, had secretly married His Royal
Highness Prince Augustus Frederick Hanover, the sixth son of King George III. The marriage
initially took place in Rome but a second service had been held again in England. King George
was determined that Frederick never see Augusta again, but Frederick seemed committed.
Eventually though, he ended the relationship abruptly and immediately was made Duke of
Sussex.68 After Dunmore’s daughter was left alone, with two of Frederick’s children to provide
for, Dunmore had an opportunity to defend her position in front of the king. This interaction
between Dunmore and King George III is certainly a useful example of Dunmore’s demeanor
and character in his later years. His son Jack recalled the meeting, stating:
Our Father then went on to detail to us having laid before the King the
marriage of his daughter Augusta with his Son at Rome,- he then proceeded to
expatiate on the treatment she had experienced at his hands, by leaving her
penniless and subject to all the misery of being arrested and of having her house
daily beset by Creditors asking for payment (of things Frederick had purchased
while living with her), all of which was quietly heard by the King until our Father
went on to enlarge also on his [Augustus’s] unfeeling conduct to his children in
leaving them in such a state of destitution, on which the King broke out in a rage,
calling them, “Bastards! Bastards!” To which our Father replied by observing
“Yes, Sire, just such Bastards as your (children) are!”
On his stating which the King, he said, became as red as a Turkey cock,
and going up to him repeated “what, what, what’s that you say, My Lord?” “I say,
Sir, that my daughter was legally married to your son and that her children are just
such Bastards as Your Majesty’s are” – On hearing which the King stared at
him— as if in a violent passion and then without uttering a word retired into
66
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another room… It was as much as I could do to refrain from attempting to knock
him down – when he called them Bastards! And really the Old Cock (Dunmore),
tho’ in the seventy second year of his age, looked at the moment as if he could
have done (it) without much difficulty and which, if I am to judge from the grip
which he can yet give with (his) paw, he is yet equal to have done.69
Obviously, Dunmore was a force to be reckoned with even as late as 1803. Several years later, in
1806, Augusta was finally given accommodations with the royal family. This either completely
or nearly paid off all debts and was at the same time granted an annual pension of four thousand
pounds, with additional funds for bringing up the children.70
Lord Dunmore was certainly a character unique to himself, as his portrait attests.
Headstrong and at times defiant, he pushed from one position to another, one could almost say
from one unfortunate situation to the next. In the end, Dunmore is most often associated with an
Americanized derogatory image used as an example of corrupt Royal authority.
The portrait by Reynolds places Dunmore in a different light. In the painting, Dunmore is
presented as a man who wished to be seen as bold and commanding, elegant and sophisticated,
bound by his heritage as a Scotsman while also striving to find his place despite those past
affiliations. Whether one sees the figure of Dunmore as fulfilling such desires is a separate
question entirely than that which is asked here, but the motivations which the portrait recalls,
placed skillfully by Reynolds, are still evident.
Besides the work of Reynolds, one other portrait, a watercolor on ivory currently held by
the Colonial Williamsburg Foundation, was painted of Dunmore that is still in existence. The
artist is unknown, though most probably from Kent. An inscription on the back states it was
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completed in February 1809, the same month he died.71 Whomever it was depicted the “Old
Cock”, as Jack his son remembered, sitting in a chair, quite aged, wearing the same Highland
attire, his bonnet resting beside him. Time did change much, he sits slouched in his seat, but the
same pride can still be seen.
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CHAPTER TWO
Shirt
When looking upon the portrait by Reynolds, the first layer, the shirt, which Lord
Dunmore would have put on for the sitting is mostly hidden from view. Being the layer worn
next to the skin, the shirt, would have been most likely the only undergarment worn. In the
portrait, only the lace cuffs are evident, showing the
viewer his social status. The common shirt was the
utilitarian garment of the day, similar to women’s
shift. These shirts were most abundantly produced
out of linen.73 They were also cut very
conservatively from the fabric, but their geometric construction from rectangles and squares, also
with gatherings, gave them body and ample room for the wearer to move about comfortably.
Linen was the utilitarian material of the eighteenth century. So, it then makes sense that a shirt
would be made out of a fabric which would hold up over time due to its frequent laundering.
This process would subject the shirt to boiling, scrubbing, and pounding which would certainly
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test the strength of stitches.74 Shirts came in a variety of qualities, like most items of the period,
and, in the present case, were most likely made from bleached white linen, woven in very fine
plain weave.75
Since record of where Dunmore purchased his shirts is unknown, it is impossible to
determine with certitude that the shirt was made in Scotland or of Scottish linen. There is
reasonable evidence that this is most probably the case though. Linda Baumgarten states in What
Clothes Reveal that, “In the three-year period ending in January 1772, almost six-and-a-halfmillion yards of plain linens were exported to the colonies from Britain and Ireland…most of
which were made in Scotland, Ireland, the northern parts of England, and the northern parts of
Continental Europe.” 76
The Scottish by far produced the most linen in a variety called osnaburg, which was an
inexpensive fabric they copied from its German origins. The main drive for this type of product
to be produced in Scotland was due to The Scottish Board of Trustees for Fisheries and
Manufactures, which was established in 1727 and given funding to enable it to promote Scottish
economic development.77 Durie states that by 1758 osnaburg accounted for 25 percent of the
total output by volume of linen in Scotland.78 In a letter to Lord Milton, Deputy-Governor of the
British Linen trade in 1759, William Tod, co-director of operations stated, “…the coarser the
fabric the sooner it leaves the factories.”79
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This is not to say that no fine linen fabrics were produced in Scotland during the time.
Though they are most known for their production of more utilitarian and economical linens,
there was indeed a fine linen industry in Scotland. “It was mostly urban, centralizing, not
exclusively to, but mostly around the west of Scotland, in and around Glasgow and Paisley.”80
Peace in 1714 did, however, increase the quantity of Dutch Holland imported linen.81 No records
still survive which tell the extent to which French cambrics were imported. However we do
know that, “The industry of lawns and cambrics (types of fine linen), appears to have been well
established in west Scotland in the mid-1720s.”82 One could assume that, most likely, the linen
was produced in Scotland itself.
To start the process of making a shirt, flax had to be grown to then supply the weaving
industry with the fibers it needed to create its products. Scotland, long had been a producer of
flax.83 In 1745, for example, flax-raisers were at Aberdeen, Ardonnaig, Baidland, Barochin,
Braidisholm, Galstoun, Crieff Easter,
Duglastown, Dumfries, Eastmiln of
Rattray, Elgin, Gartness, Haddington,
Inverness, Kilbride, Menzie, Newliston,
Raitt, Rossie, Strichen, Islay, Kintyre,
Nether Lorn, and Tyrie.84 In 1748, 49
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percent of total spending from the Board of Fisheries and Manufactures on the linen industry was
specifically for flax raising itself.85
The process started with
harvesting; the plants were pulled out,
roots and all, dried, and beaten to
remove leaves and blossoms.86 After
this, the flax was “retted” in a ditch full
of water, weighed down by rocks or
laid out and retted by the dew, which is
a process that, “slightly rots and weakens the natural pectins which hold the plant together,” so
that the fibers can be easily separated from the stalk.87 After retting the flax is broken which
separates the stalk and inner fibers. Then, the flax is scutched, or scraped with a wooden knife to
remove more chaff and boon as seen in figure 4.88 Following this, the fibers are passed through
an iron nail comb in a process called hackling which separates the toe fibers and the finer fibers
as seen in figure 5.89 After the flax fiber was prepared, it then had to be spun, similarly to wool,
into thread or yarn. Following it being spun, it was then handed off to the weaver who then
would thread his loom and weave it into linen fabric.
Once the fabric was finally produced, it was sent off to the tailor who would turn the
linen into a wearable shirt. In the recreation, it was not found necessary to follow the entire
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process of growing, harvesting, processing, spinning, and weaving the linen fabric. Though
sourced from just outside Edinburgh, the fabric was already in the state that the tailor would have
received when
work began,
i.e., finely
woven linen
fabric. The pattern and instructions followed were from Garasult’s L’art du tailleur, published in
1760 and translated into English on the website marquise.de.90 As one can see in figure 6,
economy of material was certainly important. It seems that the
work of a tailor was cheaper than the weaver, meaning the fabric
itself, which had to have undergone multiple processes, was
more expensive than a tailor who would cut with great quantities
of waste. The only extra fabric that was calculated into the
pattern is block J. The main seams on the shirt were sewn with a
flat felled seam. This seam starts out with a backstitch, shown in figure 7, and then the longer
flap is turned down and whip stitched down, shown in figure 8. The first operation before sewing
can begin is that of pulling a thread. One uses a needle and picks
a thread which is to be the line of the pattern and then pulls it out
of the weave. After it is removed, it leaves a gap that can easily be
followed with shears to cut out the pattern pieces. What this
achieves is creating a panel that is exactly straight on all sides and
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that will not warp or twist after sewing together. The gap in the weaving from a pulled thread can
be seen in figure 9. After the pattern pieces are cut out, a slit is cut into the shoulder pieces. The
neck gusset (A square shaped pattern piece which gives room
for movement and reinforces areas which will take the most
wear and stress) is inserted and sewn with a backstitch. The T
shaped slit is cut into the body, and the neck gusset is inserted
into the neck slit, folded over the top of the shirt body, and sewn down. The edges of the chest
slit are turned in narrowly, and thread is passed between the edges of the bottom of the slit, like a
buttonhole stitch. The collar is then sewn shut and attached with pleating distributed finely
around the back and front sides. The cuffs are attached in the same fashion as the collar, and
then, the gussets are attached to the bottom of the sleeve itself. The sleeves are then set in the
shirt, and the side is sewn up. After heming the bottom and sewing button holes in the collar and
cuffs, the shirt is then completed.91
A piece printed in 1782 in The Lady’s Magazine calculated the total stitches in a plain
shirt at 20,649. The writer of this article also calculated that, “…working an average of 30
stitches per minute at a gauge of 10 stitches per inch, it would take approximately eleven and a
half hours to stitch a shirt.”92 Whether either calculation is completely accurate or not, it
certainly can be said that the work of sewing a shirt alone, not to mention the processing of the
flax, did take considerable time and effort.
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The buttons which adorn eighteenth century shirts were, at times, made of thread. A great
many of these type buttons were being made in cottage industires in Britain, especially around
Dorset which gave Dorset international acclaim.93 The process is simple, in that one takes linen
thread and stitches around a bone ring or disk to make a button. In this case, a wooden form was
made which linen thread was wound around. After about 25-30 times around, the long end was
stitched all around the loop in a button hole stitch. After reaching all the way around, several
passes were made in between two sides to make a cross brace to sew the button on the shirt. The
brace was closed with button hole stitches and then tied off, shown in figure 11. Thread buttons
were utilized on the collars of men’s shirts for the practical purpose that they would not break
like wood or bone might during the laundering process.
For the cuff buttons, during this time period, sleeve or cuff links
were standard. Since one cannot tell what type of cuff links Lord
Dunmore is wearing, the cuff links created for this project were made out
of horn. Figure 10 is an original example from the authors collection.
Figure 11 shows the recreated pair. The pair were made out of horn which was heated and
flatened into a strip and then cut into a circular shape. Next,
the eyes were drilled. To finish, the faces and edges were
sanded smooth, and decorative filework was added. To link
the buttons in a pair, linen thread was passed through the
eyes, and a button hole stitch bound the link which was then
tied off at the end.
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It is not known whether horn was utilized in this way to make cuff links specifically;
however, all processes are historically documented in other places. So, the idea is not extremely
out of place. The weight of horn certainly felt proper in relationship with the light weight of the
linen fabric itself. Original cuff buttons, like the
ones from the authors collection, can also be
readily seen in portraits, such as that of Joseph
Warren by John Singleton Copley as well as a
great many others.94
The last portion of the shirt to be made and attached is the lace. It was not recreated for
this project, but was purchased. The lace, known as bobbin lace, was the most likely method
utilized by the tradesperson who supplied Dunmore with his cuff lace. The painting does
certainly give information about the lace, but it is seemingly impossible to discern the specific
type of lace itself as several were made during the time. It was most likely a Mechlin lace in the
portrait though. That type was purchased for the recreation. The lace itself was sewn to a linen
tape with back stitches and then basted (or quick and temporarily sewn) onto the cuff. Laces for
cuffs were put on tape and then onto the shirt so that before a shirt was laundered, the delicate
lace could be removed and then afterwards reapplied.95 Bobbin lace was made with a great many
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wooden or bone bobbins with fine thread and a tightly stuffed tubular cushion or bolster.96 This
method of bobbin lace construction is seen in figure 13.97 The threads are anchored and a pattern
on parchment pinned down. The threads are then twisted or braided as the pattern requires.
During the eighteenth century, lace making schools sprang up across Britain. There were dozens
in Midlands, Buckinghamshire, and Bedfordshire, where boys and girls around the age of 4 or 5
were sent to work.98 It is perhaps unlikely that the lace Dunmore wore was made in one of these
schools but still possible.
A great many skilled hands had to continue
in motion for Dunmore to simply put on his shirt,
the most basic of garments. These skilled laborers
listed out might have
consisted of a planter,
harvester, processer, spinner,
weaver, tailor, button maker,

and lace maker –not to

mention the laundress or

bleacher. In recreating this

shirt, following the tailor,

one comes to realize that a

great amount of effort was

required for the most basic

of clothes, let alone the

finest, to be made. With that

effort of constructing

garments to be considered

less than the fabric itself,

which at present is reversed
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(fabric being a great deal less than hand sewing labor costs) shows that during the eighteenth
century each trade was held in a balance of reliance on one another but at the same time, the
value of hand worked labor were quite different than today’s standards.
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CHAPTER THREE
Cravat
An often-overlooked garment which is featured in most
portraits of European males during the seventeenth and
eighteenth centuries, as well as following centuries, is
neckwear. In Dunmore’s case, the neckwear seems to be
covering up his shirt collar completely. It also seems to be a
thin, semi translucent fabric which shortly cascades
downward before being tucked into his waistcoat top. This little strip of fabric was a sign of
social status. White clothing of any sort, linen or cotton, signified this status due to the constant
laundering which it would require as the opportunity for stains would have been enormous.
Nenadic Stana of the University of Edinburgh states that, “Working men and women could not
afford to maintain white clothing and their laboring lifestyles rendered it impractical most of the
time.”99
Neckties originated in the seventeenth century and were
continued throughout the eighteenth century in various styles in
which the garment would be wrapped and tied around the shirt
collar.100 It is possible that Dunmore was wearing a stock (a
pleated linen width of fabric which would be latched at the back
of the neck via a buckle or ties) with the ruffles of his shirt
being the prominent cascading material. When inspected
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closely though, it seems the portrait shows that Dunmore is wearing a cravat with long ends
which are tied similarly to figure 15.101
The rendering of the knot is subtle but apparent. Doriece Colle in Collars, Stocks,
Cravats: a history and costume dating guide to civilian men’s neckpieces, 1655-1900, states
about the long-ended cravat, “When the waistcoat closed to the top, cravat ends were tucked in,
slightly puffed about the waistcoat. This style was very common c. 1750-1771 …with early dates
of 1725 and as late as 1798.”102 The knots which one used to tie a neckcloth in the eighteenth
century could imply different meanings. Linda Baungarten states about the modern necktie,
“Through their choice of tie, men may proclaim social attachment to a particular school or region
of the country or announce their fashion awareness through the use of designer logos.”103 If
neckwear currently can imply such ideas, then it is probable that eighteenth century neckwear
held a similar position.
In recreating the cravat, a piece of fine linen was
chosen, and a long thin rectangle was cut out after a thread was pulled
on which the scissors cut. Then, the edges were finished using fine
linen thread and a rolled hem stitch as shown in figure 16. A small
pillow was utilized as a type of vise to pin the work to and to hold the
fabric while stitching. Though a simple garment, the statement which
it makes is quite imposing in the face of the tailor who sewed the
garment together, or the farmer who grew and harvested the flax.
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CHAPTER FOUR
Stockings

Unlike other garments shown in the portrait which are more difficult
to see, Dunmore’s stockings stand vibrantly diced (checked) with red
and white on full display. Socks were an important part of fashion
during the eighteenth century, especially
when breeches were most common and
necessitated tall stockings or socks. As
exemplified by the portrait of King George
III by Allan Ramsay shown in figure 19. The stockings which were
painted by Reynolds can provide a glimpse into several areas of
eighteenth-century life, especially relating to the work of tradesmen.
The stocking frame weaving machine was invented in
1589, by William Lee.104 He was a clergyman from
Nottinghamshire, who had; “Watched his wife’s expertise with
the needles,” then had the idea for the first machine.105 This
made it easier for stockings to be woven as specifically shaped
flat pieces which would then be seamed up the back of the
calf. By the year 1750 an estimated fourteen thousand stocking
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frames existed in England which were both for home and export to the colonies.106 According to
Hutchenson of Tartans Authority, “During the eighteenth century, stocking weaving took place
in many parts of Scotland, including Glasgow, Edinburgh, Dumfries, Aberdeen, and even in
Stonehaven, where two stocking makers participated in the 1745 Jacobite uprising.”107
Stockings during the period were made out of linen, wool, silk, or cotton.108 The
stockings which Dunmore wore were made out of woven wool tartan material. This would have
been cut on the bias (Across the grain of the fabric to provide some elasticity) and sewn with
seams up the back of the calf and
also around the foot.109 The
historical significance of this
particular construction method can
be seen in the prevalence of
“Argyle” type plaid patterns on
objects from socks to sweaters.110 The pattern and this choice, which would have certainly been a
step down from a fiber like silk, was part of the Highland regimental uniform.
Hose tartan or “hose caddis,” as it is at times called, would have come in a variety of
qualities for officers, sergeants, and men.111 Hose tartan was utilized by the Highland regiments
up until the nineteenth century.112 Each man would have been given approximately three fourths
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of a yard to fashion his stockings.113 If ill fitting, the seams would soon cause blisters on the
feet.114 Hose tops were at times made where the foot and heel were missing, and ordinary socks
worn underneath.115 Perhaps the utilization of hose tops was to help relieve the blistering which
the normal sock construction might cause. In the case of the portrait, full diced tartan hose was
worn and is presented as form fitting. Complete hose tartan would have been worn for full dress
occasions.116 Colin Hutcheson also states that, “Throughout most of the eighteenth century, hose
was made to measure from woven material. In 1773, the Black Watch acquired 720 yards of
plaiding which, woven on a 27-inch width, was apparently sufficient for 960 pairs.”117 Various
regiments used hose tartan made from woven fabric up until the adoption of knitted hose around
1856.118
Wilson’s of Bannockburn, alongside weaving normal tartan fabric, also supplied tartan
hose material. The company was in production for the Highland regiments hose tartan even in
the mid-1850s.119 It is possible that, like Dunmore’s kilt material, his hose material was woven or
supplied by Wilsons of Bannockburn, though no record of this has been found. Hose tartan was
also produced and supplied in other areas by other weavers and companies, so it is possible his
hose was produced by someone else entirely. For the purpose of reconstruction, no traditional
tartan hose material could be acquired by standard means, so it had to be reproduced by hand.
Wilsons of Bannockburn had 12 operational looms in Edinburgh in the 1790s which
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designated the firm as a large manufacturer.120 The process of
weaving starts with winding the warp threads, or threads which run
from the front of the loom to the back, on a warping board (Board
with wooden pegs affixed to it at yard increments). After the warp
threads have been counted and wound off the spool of yarn in the
proper order, then they are passed through the reed. This process
requires a small hook which pulls the threads through the comb.
Then, the warp threads are fed through the heddles (metal or thread
loops which hold the threads in frames which move up and down to form the pattern).
Following the heddles, the warp threads are passed over the back beam and tied off on
the apron rod. The whole length of warp threads are then wound on the back spool and tied off
on the front apron rod. The loom, now prepared, can begin to work.
A shuttle is passed back and forth through the shed to create the
fabric itself (These threads are known as the weft). The pattern
followed is a twill, meaning the warp threads are threaded in the
heddles in a descending order from left to right. Once woven, the
fabric is cut off the loom
and a process called
fulling is commenced. Fulling makes the wool fibers
felt together slightly and, as the name suggests, fills
out the space in between the weaving, making the
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fabric tighter and more stable. This is done by agitating the fabric in a warm solution of water
and soap. This was done historically with urine to set the vegetable dyes and remove residual oils
from the wool, but in the reproduction process, a similar affect was achieved with ivory soap.
Once the fabric dried from the fulling process, the sock shape was cut out on the bias, pieced in
places, and sewn together along the back of the calf and around the foot with linen thread.
Since socks made in this way or in the knitted fashion, do not have a great deal of
elasticity to hold themselves up, garters were a necessity throughout the eighteenth century.
Though one cannot see the garters which hold up Dunmore’s stockings, the folded over portion
of the top and technology of the time suggests that he was indeed wearing some form of garter.
The Highland regimental garters were generally made of plain scarlet tape that was wrapped just
below the knee and tied by hand.121 Garter tape was supplied, but not made, by Wilsons of
Bannockburn. The tape was mostly provided by suppliers in Manchester until quartermasters
were displeased with the tape as being “dark red.” At this point, they might have switched to a
supplier in London.122 In reconstructing the garters, silk satin ribbon was used.
The climate of Britain is not the most suitable for the growth of silkworms. This was
because mulberry leaves would not be open to receive silkworms at the time they were
hatched.123 Several attempts to produce raw silk were made in the seventh century, but even the
manufacture of silk products alone, though helped by the influx of French Huguenots, was
generally not as popular as the importation of finished silk goods.124 In 1692, promoters of the
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Royal Lustring Company stated 700,000 lbs. of fully manufactured silk goods were imported
between 1685 and 1693.125
Though the French had far surpassed Britain in the production of silk, during the
eighteenth century, northern Italy had the finest silk manufacturing.126 For producing silk
products in Britain, unwrought silk was purchased from India and China, “which was deemed
one of the East India Company’s most useful imports.”127 The amount of raw silk imported
before 1770 did not surpass 100,000 lbs., but by 1780, the amount had risen to 200,000 lbs. The
importation of French manufactured silk was prohibited in 1765, but smuggling continued to
supply the British with a sizeable quantity of fine silk products. The prohibition of such goods
lasted up until 1826. Since the prohibition started in 1765, it is possible that Dunmore had
purchased silk products beforehand.
For the weaving of the tartan hose, it took around forty hours of setup and around twenty
hours to weave, this without fulling, pattern making, or sewing together. It makes sense with the
great deal of time the process of weaving takes, and its prominence in British commerce and
export, that it would be an avenue of the rising tide of rapid industrialization. In not a great
length of time away from Dunmore’s death the Luddites would revolt because of the loss of jobs
that mechanization had caused. For the time frame of recreation though, the weaver still operated
quite similarly to the way they had for the past several hundred years.

125

Ibid.
Diderot, Encyclopedia, 315.
127
Hertz, Silk, 712.
126

45

46

CHAPTER FIVE
Shoes
Looking upon the portrait again, one looks down to notice the pair
of European style buckle shoes that Lord Dunmore is wearing.
The heel itself is not exceedingly high, but one can tell, by the
work of Reynolds, that the buckles themselves are quite ornate, as
well as the shoes well fitting. During the eighteenth century, shoes
could hold certain significances, almost like a modern Nike logo. Red high-heeled shoes meant
that a young man had completed the Grand Tour of Europe.128 Stana Nenadeic professor of
History at Edinburgh University states that, “High heels, which were worn by men and women
alike, also indicated a lifestyle that required limited outdoor walking.”129 Though Dunmore’s
shoes are neither brightly colored, nor exceedingly tall, they do present by his stance, a notion of
aristocratic air.
During the eighteenth century, shoes came in
both standard sizes and made to order bespoke
work. Apparently, the sizing was similar to the
modern scale, as
Linda Baumgarten
states in What
Clothes Reveal, “Small 6…corresponds roughly to a modern size
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six.”130 In recreating the shoes from the portrait, M. De Garasault’s 1767 Art of the Shoemaker
was utilized.131 The first stage in the making of a shoe, in modern as well as historical times, is
the construction of a last. The last is a wooden or plastic form, which is the shape of the inside of
the shoe being created, and, on which, the shoe is made. During this period, shoes were “Straight
last” meaning there was no difference between left or right, so a pair of shoes could be made
from one last. For the purpose of recreation, the last was made out of a singular block of cherry
as seen in figure 25. Once the last was shaped properly, tape then was placed on the outside to
cover the last entirely and a pattern was drawn on top. The tape was then cut off in the shape of
the pattern pieces described in Garasault’s work.132 Then, being cut out of leather, the quarters
were sewn together, as shown in figure 26. The main two
stitches used in “closing” the uppers were a tunnel stitch
and a butted stitch, shown in figure 27. One might note
that metal needles were not utilized. Instead, hog bristle
was affixed, via an intricate knot, to the fibrous ends of
the bristle and a wispy end of linen thread which acts like
a surgical needle with no doubled over portion of thread due to passing through an eye. Once the
quarters were sewn together, they were attached to the vamp (the largest pattern piece which
covers the toe portion of the shoe). Side linings were sewn in using tunnel stitches as well as
reinforcing pieces for the corner of the tongue. Both shoes were brought up together to this stage.
Then, the inner sole was tacked to the bottom of the last, trimmed to fit, and the uppers were
tacked around the inner sole onto the last. It is important to note that a hole was drilled in the
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back corner of the last and in two pieces of leather to act as a spacer on the front of the last.
These were tied on prior to the uppers being tacked onto the last, so that, once completed, the
shoe could be removed. After tacking, which involves using “cobbler’s pliers” to stretch the
leather tightly around the last, the welt (a strip of leather about an inch wide) was sewn around
the perimeter of the shoe.
The tacks are removed one at a time as the welt is
sewn on using a tunnel stitch through the middle of the
inner sole, into the upper, and out the top of the welt. The
heel rand is then attached in the same manner around the
back of the shoe. The bottom sole is then attached to the
welt. The heel on this particular recreation was made of
stacked leather and was
pasted and pegged with
wooden pegs onto the
bottom of the shoe. After this was done, the sides of the sole and
heel were sanded smooth and dyed black. During the eighteenth
century, they were finished by scraping with glass to make
smooth. The shoe is then removed from the last and is
completed with the accompanying buckle.
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The buckle was cast from a piece of an original shoe buckle found on Prince Edward
Island. It was first cleaned, then the positive was made out of polymer clay (shown in figure 30).
This was then pressed into casting sand, also known as
greensand or petrobond, (mold being prepared with charcoal
dust as a parting powder) then a sprue was made through the
insertion of a wooden dowel to create a hole where the
molten brass could be poured into the mold. Borax was
added to the graphite crucible as a flux and the copper was heated to a boiling liquid state. Zinc
was added in a specific amount to form brass. The buckle in cast form can be seen in figure 31.
The ratio of copper to zinc attempted to be recreated is called pinchbeck. Pinchbeck was patented
in 1733 and was a type of imitation gold.133
The Cordwainer is the name of a person who makes
shoes, whereas a cobbler repairs shoes. This name came to
English from the Spanish city of Cordova where skilled
workers prepared mountain goat skins and kids into fine
leather.134 The St. Andrews archive description of The Minute Book of the Cordiner Craft, St.
Andrews, 1570-1796, states that, “In the 15th century James I introduced French and Flemish
leather craftsmen to Scotland, and soon shemakers were known not only by the Scots term suters
but also cordiners and cordwainers.”135 Guilds and companies relating to the craft date back as
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far as the early twelfth century. The company of Cordwainers of the City of York, for example,
was established in 1395. During the eighteenth century, though, all guilds were in gradual
decline. By 1808, the York City Cordwainers were disbanded, numbering only 22.136
The process of shoemaking was another area in which the processes of industrialization
was supplanting longstanding methods of production. In Scotland itself, the Shoemakers Guild
not only produced shoes but also all kinds of leather goods.137 To make such leather products,
certain industries were set up around the processing of hides into useable leather, as well as
governmental regulations, which “obliged all tanners to have their products inspected before they
could sell them.”138 This was protested and removed in 1808, due to a petitioning campaign
launched by the tanners themselves.139 L. A. Clarkson states that, “The manufacture of leather
and leather goods was, by value, the most important English industry, after textiles, between
1680 and 1830, and one of the largest employers of labor outside agriculture.”140 By far the most
common way to tan hides in Britain during the time was via oak bark.141 In a chapter of Charles
Howards Philosophical Transactions (1665-1678), he describes the process of using oak bark to
tan leather. After the material is “…gotten in its proper season, it must be very well dried in the
sun…then ground, as tanners usually do their bark.”142 He also states that birch bark could be
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used instead of oak if producing leather for
shoe soles.143 Then the hides, after bing
fleshed and dehaired, would be submerged
in a bark solution to tan the hides turning it
into useable leather. The best bark came
from coppiced young trees about twenty
years old, as opposed to bark stripped from
large antiquated trees destined for shipyards.144 To provide a model for scale, Clarkson’s Bark
consumption: England and Wales, 1710-1830, seen as figure 32, shows that around 1760, 55,000
tons of bark was used in the tanning of leather, moving up to 70,000 by 1798.145 With such a vast
quantity of raw material being used, one could conclude that a great many hands had touched
leather alone, before it made its way to the cordwainer’s shop. Even Eton College, where
Dunmore attended for two years prior to 1745, was engaged in the industry of oak bark
tanning.146 Its prices were much lower than all other sources, most likely due to their selling of
the bark while still on the trees, leaving the purchaser to strip and transport the bark
themselves.147
With the complexities of the bark and hide trades with its farmers, merchants and tanners,
it is no surprise that the finished product of a shoe would garner greater intricacy and further
processes with the cordwainer shop’s work, (uppers, and lasting), the brass foundary, and the
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blacksmith. A great deal of hands had to come together in joint industrial effort to produce a pair
of shoes which were a commonly produced product during the eighteenth century.
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CHAPTER SIX
Great Kilt
The kilt is a cultural garment known globally as a formative part of Scottish culture. In
the portrait by Reynolds, Dunmore is depicted wearing this icon of Scottish and especially
Highland wardrobe. The history of the kilt itself
starts in the sixteenth century, “before which there is
no evidence of distinctive Highland dress.”148 “As
early as 1713, tartan was being worn in Edinburgh
by the Royal Company of Archers as part of their
uniform.”149 As Trevor-Roper has suggested, “It
seems that the modern kilt evolved from a cloak or plaid which was woven with many colors or
stripes but was mostly brown to blend into the natural heather.”150 The first mention of the word
Tartan in Scotland is from the 1530s, deriving from the French word tiretaine.151 This makes
sense, due to the weaving techniques most probably arriving from France or Flanders.152
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The plaid, or belted plaid was two lengths of
single width wool cloth which was pleated, or
folded, and belted around the waist, as can be seen
in figure 34.153 The original word utilized for this
garment was feileadh mòr which means tartan
wrap.154 According to distinguished professor
Trevor-Roper, the modern kilt was invented by an English Quaker from Lancashire, Thomas
Rawlinson, who had a tailor make a smaller kilt (Felie beg) for his Scottish workmen who were
felling timber for his iron smelting operation sometime around 1727.155 In any case, the kilt
which Dunmore wears is of the earlier style and the tartan that it comprises is directly tied to the
history of Scotland itself and the cultural identity found within.
In the aftermath of the Jacobite loss of Culloden and dispersal of the Jacobite army the
Hanoverian government desired to suppress any cultural items which had been seemingly tied to
the rebellion. An Act of Parliament in 1747 called the Proscription Act, in direct retaliation of
the Jacobite rebellion in ‘45, was passed, in which:
No man or boy, within that part of Great Britain called Scotland . . . will wear or
put on the clothes commonly called Highland Clothes (that is to say) the plaid,
philibeg, or little kilt, trowse, shoulder belts, or any part whatsoever of what
peculiarly belongs to the Highland garb; and that no tartan, or party-coloured
plaid or stuff shall be used for great coats, or for upper coats . . . 156
This act was in force until repealed in 1782. Transgression of the act would have meant six
months in prison, or, on second offence, deportation to “plantations across the seas,” for seven
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years.157 With such strict legislation, aiming at eradication of Highland culture, one might come
to question why Lord Dunmore, a participant on the wrong side of the rebellion itself would have
been depicted in tartan in 1765, seventeen years prior to the repeal of that act? One explanation is
Lord Dunmore and other military men were able to wear kilts. This was seen as a major enlisting
tool for the British Army. Still one wonders why Dunmore who had more to gain from
Hanoverian friendship wished to highlight his Scottish and martial routes.
Dunmore was a member of the 3rd Scots Guards, which utilized the belted plaid as part of
its uniform. Clothing was certainly pivotal for self-expression in the climate of eighteenthcentury Scotland. If it were not so, the Act would not have been a punishment at all. The
exception of Highland military units from the Act of Proscription had the unintended effect of
associating Highland dress with military and overtly masculine themes. During this time trews,
not the belted plaid, were the sought-after lower garment for elite officers. This might draw the
preference of Dunmore to be seen in a belted plaid as a direct presentation of Scottish military
bravado.
The tartan of the great kilt worn by Dunmore in the portrait is identified by tartan
historian Peter MacDonald as belonging to the “Black Watch.”158 The Black Watch tartan was
utilized by early Scottish Independent Companies and was then later recognized as a military or
official government tartan.159 The Black Watch tartan was strongly associated with the
Campbells, most likely due to three of the six original company commanders having Campbell
connections.160 Association of specific families with tartans is generally associated, not with
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mid-eighteenth century Scotland, but with the later Highland revival post proscription (and later
Victorian periods). This is accredited mainly to the weaving firm of William Wilson of
Bannockburn starting in the mid-1760s.161 By the mid-1760s Wilsons had cornered the market in
tartan production.162 The firm was an outlier in comparison to other firms due to their weaving of
tartan during the era of proscription through military contracts.163 One could then suppose that
the belted plaid that Dunmore is wearing was woven by Wilsons.
William Wilson was mentioned in Bannockburn in as early as 1750 and was admitted
into the Incorporation of Chapmen of Stirlingshire and Clackmannan in 1759.164 Between 1739
and 1800, more than sixty Highland regiments were created, reviving demand for tartan.165 By
the 1770s Wilson and Sons was mentioned as being occupied with supplying some of the
Highland regiments. 166 William Wilson and his family saw an opportunity in producing for bulk
contracts, which bypassed the traditional cottage industry of hand spinning, dying, and
weaving.167 Highland soldiers before 1800 were issued a full belted plaid every two years.168 It
cannot be proven with certainty, but it is possible that Wilsons of Bannockburn provided the 3rd
Scots Guard with their belted plaid tartan, which can be seen in the example of the portrait. To
understand the complete process in creating the belted plaid, one must start with the sheep
themselves.
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The production of wool in Britain started around 4000-3500 B.C. during the Neolithic
period.169 By the time of the Romans, sheep were commonplace and utilized for homespun
cloth.170 Sheep, by the time of the Domesday Book, Susan rose suggests, could have
outnumbered the people by more than two to one due to their rise in profitability.171 By 1795, the
two most common breeds of sheep in Scotland were the Blackface and the Cheviot.172 Wilsons
could have used Spanish Merino wool, but the wool would have most likely been sourced locally
since the need for quantity was so great.
It is perhaps impossible to know the exact breed that
produced the wool spun for the kilt itself, but it was most
probably from the Blackface variety. As W.J. Carlyle explains,
“Since the Cheviot were mostly unknown outside of the East
Boarders when the Highlands were first stocked, the breed was
never considered as an alternative to the hardier Blackface.”173
Carlyle states, the introduction of hill sheep farming to the
Highlands before 1790, “…were mostly from south-west
Scotland, and they naturally favored their proven hill breed,
the blackface.”174 As one can see by figure 35, the distribution
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of blackface was beginning to supplant native sheep varieties in the Highland areas.175
Once the raw wool is cut from the sheep, it would then be skirted, meaning the dirtiest
part of the wool is cut away, washed, and then combed. After this process was done, the wool
could then be sent on to a spinner. There apparently were some troubles Wilsons had with their
supply of yarn, as recorded in a litigation between William and his spouse against a wool
twister.176 Apparently, “Wilson had supplied a given amount of wool and expected an equivalent
amount of yarn to be returned. The granddaughter of the twister told the court how much yarn
she had carried back, and this proved that it was not enough.”177 This shows, not only was
Wilsons outsourcing their spinning, but also that such enterprise did not always run smoothly.
After the fibers were spun into yarn, they then had to be dyed before being woven into
tartan. A study which looked at the particular makeup of dyes in original eighteenth and
nineteenth century tartan artifacts found that when dying green, indigo and old fustic were the
main two dye sources used.178 Both indigo and old fustic (quercitron bark) would have been
imported from the West Indies as opposed to naturally found or home grown.179 By 1787,
Wilsons of Bannockburn did utilize their own dye-house and mill.180 They also chose primarily
to purchase old fustic for their yellow dye.181 To make a green dye from blue (indigo) and yellow
(old fustic) a process called overdyeing would have been used, where a fiber would have been
dyed one color and then another to achieve a totally different color.
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Fabric woven during the eighteenth century was done on single width looms. A soldier
given six yards of tartan would have had a great kilt three yards wide because the piece would
have been cut in two and sewn with selvage edges together to make one-piece double width.
Tartan historian Peter MacDonald states that,“Joined plaids done in this process were utilized
both for the Fheileadh and for domestic blankets.”182 Peter MacDonald states, “Wilsons of
Bannockburn continued to practice weaving narrow cloth into the early 19th century supplying
the military who continued to wear joined plaids until about 1820.”183 The fabric would be
supplied by the weaver and joined by the wearer or family. A fell-stitch was apparently the most
common method of stitch for joining plaids.184 Regardless of stitch type, MacDonald states that,
“In quite a lot of plaids the need to join the cloth seems to have been more important than the
look and the misaligning of stripes is quite common.”185 The joining of the two pieces was done
most often with the same wool yarn utilized in the weaving process. Since the properties would
be the same, the wool yarn used to sew the two together would be less likely to cut the fabric
over time, as opposed to linen thread.186 The cut edges of the fabric on each side would have
been rolled and sewn down to keep the ends from unraveling.
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On the piece made in recreating Dunmore’s plaid, the tartan
was supplied by the Fox Brothers, another weaving company which
started in 1772.187 Dunmore’s recreated Blackwatch tartan was in a
modern double width which was about a foot too wide for the belted
plaid application. A strip was ripped out of the middle of the fabric,
and the two edges were then sewn together using yarn from the
discarded section, spun together, and sewn with a backstitch. The raw
seam edge was then bound with a whip stitch, and the two other raw
edges were bound similarly.
The addition of linen tape loops on
the inside of the plaid were placed for a
drawstring. It is unknown whether the use of
such loops was widespread due to only one
plaid surviving which has them attached, and
it is from the Highland Revival era 1815-20.188 Evidence from another portrait of Lord Mungo
Murray, painted by Michael Wright, does appear to show a drawstring running above his dirk
belt. Peter states, “Assuming this does show a drawstring it’s unfortunately of little help beyond
confirming the early use of the technique.”189 It is interesting to note that Lord Mungo Murray
was related to Dunmore, him being the brother of Charles Murray, the first Earl of Dunmore.190
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This was the impetus in the addition of the loops to the garment to accommodate a drawstring in
the recreation.
Even with the drawstring and loop system, an
outer belt is necessary to hold the weight of the yards of
fabric in place. The belt created was modeled after the
depiction in figure 38, held by the Fort Pitt Museum
since it is not visible in Dunmore’s portrait. The buckle
was cut out of a piece of plate brass with a jewelers saw
and contoured with files. The tongue was made out of a
piece of steel, bent around the center bar. The leather
was cut to shape and dyed with alcohol-based dye. The buckle was inserted into the end of the
leather belt and sewn in place.
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Perhaps the most interesting aspect of the Fheileadh is the way in which it is folded and
worn. The majority of the garment in the portrait is behind Dunmore. One can see the same
method of folding in way the kilt falls in the portrait, The
Pinch of Snuff, painted by William Delacour in 1750. This is
most probably the same method of folding seen in the portrait
of Dunmore, but the pinning of the access material on the
back is hidden due to perspective.
The beginnings of industrialization in Scotland can be
seen in Wilsons of Bannockburn and their streamlining of the
tartan weaving process, which undermined the traditional
cottage industry. As previously stated, the textile trade offers
an example of the industrialization of Britain during the 18th
and early 19th centuries. To produce the great kilt the
shepherd, the spinner, dyer, and weaver would all have to have spent considerable energy into
each of their own jobs which would eventually produce the fruit of a wearable garment as seen in
Dunmore’s portrait.
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CHAPTER SEVEN
Sporran

The sporran, which is placed slightly off center and attached to
Dunmore’s belt, could seem to modern eyes as a humbler piece.
This, as with most all of Dunmore’s wardrobe, is not the case.
The amount of effort and craftsmanship which had to go into
such a piece as represented brings together two separate,
seemingly unrelated, people - miners in England and natives of
the Americas.
The word sporran is Gaelic for purse.191 It is thought that
the sporran itself culturally evolved from the medieval belt pouch. These bags originally served
as a pocket while trews (tight trousers) had none.192 It may be that the medieval belt pouch
continued use in Scotland was due to the widespread usage of the great kilt, which too had no
pockets. In 1769, Thomas Pennant observed in Inverness that, “…almost al have a great pouch of
badger and other skins, with tassels dangling before. In this they keep their tobacco and
money.”193 The tassels which Pennant mentions can be seen hanging off of Dunmore’s sporran
and were a decorative feature which was a holdover from earlier bags that closed with draw
strings. These sporrans made during the late seventeenth century and early to mid-eighteenth
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century commonly were closed with a brass cantle.194 One can see an example of this in figure
41. The cantle closes like a purse clasp with a hinged metal jaw.195 Being made out of brass, or at
times silver, made these, “Without a doubt a status symbol during Jacobite times and only the
wealthy could afford to have one made.”196 There were no set patterns for sporrans, nor mass
production, so each would have been most likely made to the buyers’ specifications. When
making a brass sporran cantle, one must start with a brass plate, which would have been cast,
flattened by hammer work, then annealed in water. Before one can cast brass, though, one needs
the two components of brass, copper and zinc.
Although mining operations occured in Britain and Scotland, Cornwall became the center
of copper ore mining. The mining of copper was found only after tin mines in the area had
worked down to 50 fathoms or more, where copper veins were discovered in quantities worth
exploitation.197 For reference, between 1726 and 1775, copper ore production increased more
than 400 per cent.198
Brass had been produced since Roman times by heating copper and calcined zinc
carbonate ore, also known as calamine, in a closed crucible.199 This process continued in Britain
largely unchanged until the first zinc smelters were set up in Bristol around 1746.200 Prior to this,
zinc was primarily imported from India, which on the London market in 1731 fetched a price of
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260 pounds a ton.201 This can be compared to calamine which was only six pounds a ton.202 This
great divide in cost shows the importance of the Indian zinc market and its superiority to locally
mined calamine.
Though it is possible that Dunmore’s sporran cantle was
cast from scrap brass, it is reasonably likely that it was alloyed
from copper sourced in Britain itself, and most probably the
old zinc carbonate process. To make the cantle, the shape was
cut out of sheet brass and soldered together using silver solder. It was then engraved, and holes
were drilled to accept the lacing of the bag. The latch on eighteenth century sporrans were at
times quite complicated, similar to flintlock patch boxes, in that several methods could be
utilized to hide the latch itself. The latch mechanism itself was made out of a reciprocating saw
blade ground and tempered to a light blue. This was then affixed to the inside of the sporran and
a round nob was turned to act as a latch handle as can be seen in figure 42. After making the
latch, iron bars were mounted to the back of the
cantle via drilling holes and peening over two staple
shaped pieces of iron. Following this process, the
nobs were cast as a solid rod and turned down on a
lathe before being attached to the cantle. The bag
could then be attached to the cantle.
In its early form, the sporran can be described as a simple deerskin or calfskin pouch
which is worn on the belt.203 As time progressed, especially in the nineteenth century, goatskin,
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along with other furs, were utilized. In Dunmore’s case, badger, otter, seal, and deer skins were
the main varieties of leather which sporran makers used.204 For the purposes of recreation,
deerskin was chosen. Firstly, the pattern was made from observations of a sporran on display in
the National Museum of Scotland. They were then cut out of the deer skin and sewn together
with linen thread via a saddle stitch. The tassels were made out of deer skin as well and covered
with a knotted piece of leather thong. The bag was then attached to the cantle via another leather
thong.
By the time of the portrait, the demand for deerskins by the European leather industry
was growing exponentially, while simultaneously, the native deer population waned.205 The only
deer left in Britain were due to the aristocratic hunting laws enforced by game wardens.206 The
industry then shifted to North America where the population of deer was plentiful. These hides
were used in the production of leather breeches, gloves, book bindings, and other applications.207
It is likely that if Dunmore’s sporran was made of deer hide that it was sourced from
Southeastern America. Natives were the main suppliers of such hides and had begun to kill and
process deerskins for export.208
Many native groups were engaged in this industry, but particularly the Saponi peoples of
the Roanoke River in Virginia and the Catawba groups in the Carolina Piedmont region.209 By
the 1760s and 1770s approximately 230,000 to 300,000 pelts were exported to Britain, France,
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and Spain each year.210 By the 1750s Charleston alone exported over 137,000 hides a year.211
Considering the amount of deerskins being shipped to the London market coupled with the
popularity of deerskin, it is most probable that Dunmore’s sporran was made out of deer skin
sourced by native groups in North America.
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CHAPTER EIGHT
Dirk
Situated directly in front of Dunmore’s sporran lay a long brown
leather sheath. This sheath concealed and protected Dunmore’s dirk as well as
a smaller separate, but matching, knife and fork. This knife would have been a
utility knife as well as storage for his eating utensils. For, only a gentleman’s
dirk would have held a separate fork and knife.212
The development of the dirk is an obscure history, starting with what
Charles E. Whitelaw calls the “universal type,” which is, “the simple daggerknife used across Western Europe from the fourteenth to the sixteenth
centuries.”213 An early form of dirk was popular throughout the seventeenth
century, and the dirk, as depicted by Reynolds, emerged in earnest at the
beginning of the eighteenth century. This type of dirk had an overall length of eighteen inches
and a blade length of thirteen and a half inches. The handles of such dirks were made out of
woods such as briar, boxwood, and alder, which were finely carved, fluted, and decorated with
elaborate knotwork. The sheaths, like Dunmore’s, were finely tooled and metal-mounted.214 At
times dirks were made out of cut down swords, such as the basket-hilted backsword he carries.
Whitelaw states that, “Country smiths have told me how, on the same principle, they had cut up
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fine old sword blades for transformation into turnip knives and screw-drivers.”215 The
Proscription Act did put a stop to the manufacture of arms as well as general carrying weapons.
A tool, which would once have been a near universal item, became either hidden or retired. This
was the case for all accept the Highland units which carried dirks as late as 1748.216 Items such
as a dirk, which prior to the acts would have been the garb of a Highland gentleman, then
became the garb of the Highland soldier. In Dunmore’s case, he presents both sides. The
regimental kilt, socks, cap, and sword, but his own civilian coat and waistcoat.
The specific smiths, which were famed for their dirks, are outlined by Norman Milne. He
writes of a McFarlane who worked in the Glen of Lyon as a heredity smith of fourteen
generations.217 Apparently, fine tradesmen, though, sought better compensation for their work in
the lowlands.218 He goes on to tell of the MacNabs of Bar Chairstealan of Glen Urchay. The
particular maker of Dunmore’s dirk could have been any one of these makers, but it might also
have likely been dirk makers related to William Anderson, John Clerk, or Thomas Wilson, who
had worked earlier in the sixteenth century around Perth, closer to where Dunmore might have
been located.219
In recreating the dirk, a bar of 1095 steel was taken, corners upset, and profile drawn out
to a pointed tip. The tang was forged in a similar process to the sword, and the distal taper was
put in via work on a power hammer. The blade was then profiled on the belt sander, and the flat
bevels were ground into the blade. A fuller was put in both sides of the blade with an angle
grinder, and then the blade could be finished with files and sandpaper prior to heat treatment.
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After heat treat, the blade was tempered. The handle was carved out of walnut. A brass plate was
added to the bottom of the handle and the bolster at the top, all held together with a brass nut.
The sheath was made by wet forming oak bark tanned leather around the dirk.
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CHAPTER NINE
Basket hilted Backsword
The highlight with which the basket hilt of Dunmore’s sword was
rendered by Reynolds made it possible to recreate this specific sword
as well as delve into the swords of Scotland. In the portrait, the
functional blade end and scabbard is hidden by perspective. The only
evidence left of the sword itself is the basket hilt resting in the crook of
Dunmore’s left arm. By this evidence, though, one can tell a great deal about who might have
made the sword and what components came together for the sword to be formed. By the time the
portrait was painted, the swords had been utilized against the reigning monarchy in the Jacobite
rebellion of 1745 but had also made their way into the dress code of the newly formed Highland
regiments, cementing their place as a part of Highland warrior culture.
Basket hilted swords developed their form through the course of the sixteenth and
seventeenth centuries.220 The basket itself, being a practical invention to protect the hand, lent
the basket hilted style to be more utilitarian for combat than an officer’s sword.221 Celia
Kyriacou in the Laboratories of the National Museum of Antiquities of Scotland Journal states in
reference to the context of the sword type “Both the basket-hilted broadsword and the one-edged
backsword were particularly popular in Scotland during the 17th and 18th centuries.222
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It is supposed that the basket hilt type sword was introduced from its European
counterparts (Slavonic hilts from Venice known as Schiavona and German basket hilted swords
known as Dussage or Tessak)223 and then blossomed from that point, but it is possible that basket
hilted swords predate those of European design.224 The Scottish basket hilt, though untethered
from its European counterparts, does still seem tied to the hilts of England.225 Though few still
remain, the use of basket hilted swords in Britain can be dated as early as 1520.226
The blades of these swords were mostly all of foreign manufacture, being imported
predominantly from Germany, and fitted to hilts in Scotland.227 This importation was due to the
superior quality of German steel at the time-period.228 The name “Andre Ferrara” is commonly
found engraved on swords of the seventeenth and eighteenth century sold in Scotland due to it
being synonymous with quality.229 Though the blades were given such markings, the maker of
the basket hilts in Scotland itself, “…mostly signed their names under the back side of the
quillon about halfway between the scroll terminal and the back edge of the blade,” as one can see
in figure 45. 230
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Armorers who specialized in the art of basket hilts were
centered around Glasgow and Stirling. Charles E. Whitelaw states
that, “Glasgow armorers spawned the armorers of Stirling and in
particular the Allan family.”231 John Allan Sr. was apparently a
journeyman to John Simpson of Glasgow in 1702.232 The pinnacle
of the Scottish basket hilted sword appeared by the hands of
Walter Allan, who made his hilts more intricate and beautiful in
design. The Jacobite rebellion and defeat at Culloden started the end of sword making in
Glasgow.233 It is for this reason that Dunmore’s sword most probably was made by a Stirling
armorer, possibly even Allan himself. England soon supplanted Scotland via as factories began
mas production of swords in places such as London, Birmingham, and Sheffield.234
An example exists, made by Samuel Harvey Sr in Birmingham from 1761 of a sword
very similar in appearance to that of Dunmore’s.235 Another example made by “James Grant, ‘a
Journeyman with Walter Allen’ [who],” worked directly after the Proscription Act was likely the
maker of Dunmore’s sword. Due to the Act, only the “loyalist” regiments could still carry
swords.236 Therefore, Grant must have been making swords for the Highland regiments,
particularly officers, due to the high-level product the shop produced.237 If it was not Grant, then
it would have been someone else related to the shop, since all the Stirling craftsmen were
interconnected either by training or by blood.238
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In making a faithful recreation of the sword, following the
hands of the Allen’s of Stirling, the basket was shaped by hand. It
was thought best to begin by forging the blade itself. Although
importation was the norm, by forging the blade itself allowed for
more control over the exact specifications of the final piece. It was chosen to make a single
edged back sword. A High carbon steel was selected, the corners of the bar upset as shown in
figure 46, the side proportions were made and the distal taper put in via drawing through a power
hammer. After this, a guillotine tool was used to start the separation of
the tang from the rest of the blade. The tang was then drawn out on the
power hammer, and the blade was formed on a belt sander. After
profiling the blade, sanding the face flat, and sanding in the bevels and
fuller, the blade was draw filed to around 400 grit. Once filed, the blade
was heat treated and tempered. The basket hilt was cut out of a piece of plate, heated, and formed
around a ball shaped stake. The upper two loops were brazed on the top of the basket. The handle
was comprised of two pieces of oak hollowed out and glued together around the sword tang.
Following this the shagreen rawhide was soaked, wrapped, and sewn around the wooden inner
handle. Wire was then attached to the inner handle and the pommel was constructed. Since the
basket was heavy enough to balance the sword, the pommel was constructed in two hollow
halves brazed together. The scabbard was constructed similarly to the dirk, with its separate brass
mountings, buckles, and straps.
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CHAPTER TEN
Pistol
The pistol is situated next to Dunmore’s sword and is attached to a
thin leather strap laying across his waistcoat. It is another particularly
Scottish cultural item. Like the basket-hilted backsword or the dirk,
the Scottish pistol evolved along a lineage of its own situated in a
specifically Scottish environment.239 The obvious divergence from
that of English flintlock pistols is its all steel construction.
It is possible that these pistols were made in such a way either due to a lack of wood in
the region or to be more durable in the face of the harsh climate of Scotland. It is ironic that large
scale blast furnace operations, creating the iron which the pistol most probably was made of,
were a factor in the destruction of the Highland woods which at the same time caused the need
for an all metal pistol (though this opinion is contested).240 Ironworks were being founded as
early as 1612 around Perth and Inverness.241 By the mid 1730s, mean weekly outputs of blast
furnaces in the Highlands were around 12.8 tons.242 Lindsay states that, “Most of the pig (iron)
went to merchants in Chepstow who sold it on a commision basis.”243 Though small in
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comparison to the British iron industry, the Highland furnace industry was indeed present and
significant.
Originating from from the fishtailed German wheel-lock pieces circa 1590-1640, the
Highland flintlock pistol retained a similar scroll on the
butt (or rams horns) which can easily be seen rendered by
Reynolds.244 These pistols also had no trigger guard and
a lobbed or spherical trigger and a vent pick which was
retained between the rams horns. A similar to British
navy pistols of the time, a belt hook was attached instead of a side plate.245 The lock mechanism
was slightly different than normal locks of the time, being snap-haunce type (see figure 50)
246

which was introduced around 1660.247 Mackay Scobie states, “…up to the latter part of the

18th century (these pistols) were solely developed and [produced] by local craftsmen.”248 These
craftsmen resided prodominantly in Doune, south Perthshire, and Stirling, as well as the central
western Highlands.249 Of these towns, notable makers include the MacNab, Caddell, Campbell,
Christie, and Murdoch.250 Any one of these tradesmen could have made the pistol Dunmore
carried. Scottish flintlock pistols such as these were issued to the various Highland regiments,
such as the Black Watch, until being discontinued in 1776.251 After this date, though, officers
still continued to wear them while in full dress, until the flintlock mechanism fell out of favor to
the percussion lock.
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For reasons which should seem apparent, the pistol was not recreated for this project. The
construction method has been contemporarily documented via recreation by Steve Kellog,
Blacksmith at The Farmers’ Museum in Cooperstown, NY.252 Starting with a flat piece of stock
cut to shake like figure 51, the body was forged around a
mandrel with the
bottom bent at a
90 degree angle,
and then the top folded down to meet the newly
created edge. The rams horns were brazed onto the
iron body, then the body was ornately engraved. Following this, the barrel was made via
forgeweilding a piece of wrought iron into a tube and the inner demention reamed out in small
increments until the desired bore was obtained. The breech plug was then made, barrel tapped,
and then inserted tightly. The intricate lock mechanism was then created, similarly to other lock
mechanisms, with variance of a crest on the hammer and sear operation as shown in the previous
figure 50. The spherical trigger and ramrod were turned and then fitted to the iron body with
thimbles and barrel pins. The vent pick would have been turned in a similar fashion to the ram
rod or perhaps only forged and filed to shape.
In the case of the Scottish flintlock pistol, the makers did have some considerable
influence in popular perception being commonly called “Murdoch” or “Doune” pistols. Even
though this object was not recreated, a sense of the scale which a work like this would have
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necessitated is still evident through the recreation process outlined by Kellog whos pistols can be
seen prior to engraving in figure 52.253
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CHAPTER ELEVEN
Cap or Bonnet
When looking towards the top of the portrait, one is keenly struck by
the bonnet or cap which stands atop Dunmore’s head. The shape
seems to be odd in comparison to modern standards of headgear, but
in this context is a fine example of a Scottish military bonnet.
The Highland regimental bonnets originated from an earlier “hummel” bonnet, which,
“unlike the elaborately decorated ‘feather bonnet’ (worn by Dunmore) was unadorned.”254 The
existance of cap makers is availibile in Britain from the middle ages, but in 1478, a group of capknitters applied to trade in Nottingham showing that they continued to exist.255 The blue bonnet
which seems to have been a fairly universal cap in Scotland, and of which the bonnet in question
evolved from, was recorded as early as the 1660s.256 Later, Kilmarnock and Stewarton became
large areas of bonnet produciton.257 The original color of these hats was died with indigo as can
be seen with the example recovered from a peat bog at Arnish Moor on the Isle of Lewis.258
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The military began utilizing these hats during the eighteenth century and, as is presented
in the portrait, were in a state of transition from a “beret-like head-dress with its cockade and
subsequent tuft of feathers,…to the later more fully
plummed, high diced pattern.259 This diced boarder, which
seems absent from the portrait, became more common
towards the mid 1760s.260 The utilization of the feather
plume was an addition by Highland troops serving in North
American during the French and Indian War.261 Another
painting of a Scotsman, Alexander Montgomerie, by
Reynolds in 1785 shown in figure 53 exemplifies the later
diced bonnet. Dunmore’s bonnet does have markings which could be similar to the “rings”
described by Major Scobie, curator of the Scottish United Service Museum, as being,“in
different colors as in the case of the 92nd, c 1828.”262 It is unknown whether the Scots Guard had
a specific patterned bonnet or if it is shown in exacting detail here. Whatever the case may be, a
ring of red can be clearly seen with another ring of what appears to be red and black dicing
above the formerly mentioned.
Like the tartan which might have been supplied to Dunmore via Wilsons of
Bannockburn, firms who were contractors to the British army on larger scales supplied bonnets
as well. Wilsons did supply bonnets to Highland regiments but, like other firms, outsorced the
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manufacture to bonnet makers, such as makers from Kilmarnock.263 These bonnet makers are
recorded as early as 1656.264 Similar groups of bonnet makers are recorded in Edinburgh,
Aberdeen, Perth, Sterling, and Glasgow around the same time period.265 These bonnets were
constructed by hand up until the 1870s.266
The bonnet was reconstructed by altering a pattern made by
Mara Riley. Four knitting needles were made out of thin dowel rods.
The bonnet was knitted from the center of the bonnet towards the
band. This method can be seen in figure 54. After the color changes
and finishing the edge, the hat was felted and shaved. The cockade
which appears on the right side of Dunmore’s bonnet was a symbol
of loyalty to the Hanoverian royalty. This is in contrast to the white cockades which were worn
by the Jacobites during the 45’.

The feather in the bonnet would have been ostrich. Prior to the 1860s, all ostrich feathers
were obtained by hunting wild ostriches. The ostrich would be killed and plucked. The feathers
were then bundled and transported from North Africa to France or Italy where they would then
make their way to London to be sold.267 This item was quite luxurious in nature but also made an
officer easily recognizeable. To prepare an ostrich feather for wearing, it had to undergo a
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process discrbed by Diderot as “curing” which finished can be seen in figure 55.
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CHAPTER TWELVE
Jacket and Waistcoat
The jacket and waistcoat which Dunmore wore does
carry some significance. The style or cut is earlier than
what was typical by 1765, so this might imply the use of
a garment Dunmore had utilized for a longer period of
time.268 This indicates it could very well have been part
of his regimental attire and consistant with the rest of
the garments and accoutrements he is wearing. Whether
this is the specific jacket and waistcoat combination
which Dunmore wore during his time in the Scots
Guards for certain is unknown. The greater importance which the two garments present, though,
is related, less to the cut, and more to the pattern of tartan of which it is comprised.
The matching of specific tartans with particular families or clans is well known to have
been an invention of the Highland Revival (1780-1840). Thus, it was not in use before or during
the Jacobite Rebellion of 45’. What is different in the case of Dunmore’s portrait is, as Peter
MacDonald states, “This is the first positive evidence of the use of the tartan by a member of the
clan with which it is generally associated.”269 The name given to this tartan, so clearly painted by
Reynolds, is Murray of Tullibardine. The earliest reference of it by this name is through Wilsons
of Bannockburn’s patterns 1830-40.270 Though the name might have been cemented during the
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Highland Revival period by Wilsons, Blair Castle, the Clan Murrays seat, has a set of bed
hangings which are made from a Murray of Tullibardine tartan likely produced around 1800.271
Whether the tartan was specifically used by the Murrays, or utilized in the section of Perthshire
which Dunmore resided is unknown. What is certain is John Murray is wearing Murray of
Tullibardine tartan, a garmant which, if dating to his military service would be 1749-60, directly
after the 45’. MacDonald also proposes that the Tullibardine tartan is not only in this one portrait
but also five portraits which date within five years of the rising.272
With the evidence that Wilsons of Bannockburn produced the tartan in 1830, coupled
with the likelyhood that Dunmore’s kilt material was also made by Wilsons, it strongly suggests
that the firm supplied Dunmore with the material for both garments. It also must be added that
nowhere in the Proscription Act did it ban the manufacture of tartan. Thus, the continued
production by Wilsons and other like minded firms supplying tartan to military units is likely.273
Wilsons of Bannockburn, as mentioned earlier, was part of a, “complex international trading
network that did not rely solely on native dyestuff as was often thought.”274 Nor, did Wilsons
rely on themselves to turn raw wool into yarn but outsourced labor as well as purchasing readyspun yarn from the Border region in Northern England.275
At a time when most people living in Scotland purchased locally made cloth from cottage
industries, it makes sense that Dunmore, of some means, might make purchases from larger
firms. Though distanced from the average person of the time in method of production, he is still
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wearing a woolen textile, the most common fabric in Scotland during the time. Stana Nenadic
states, “ Like oatmeal, a piece of wollen cloth could be used in many different ways, and was
worn by rich and poor alike.”276

In recreating Dunmore’s jacket and vest, it was decided
to weave the Murray of Tullibardine tartan. The weaving
process was similar to that of the tartan hose. Warp threads
were wound off on the warping board, reed slayed, headdles
threaded, tied off, and tension applied. In this case though, the
number of warp threads more than doubled to 908. The amount
woven was around six and a half
yards, over double the length of the
hose as well. In total it took two weeks of work to set up and two
more weeks to weave, consisting of approximately sixty to seventy
hours of work in total before the sewing could begin. The fulling
process was completed in the same manner as the tartan hose. After
fulling and ironing, the pattern pieces were cut out and mocked up as can be seen in figure 58.
Following this, the main body pieces were sewn together with back stitches. The sleaves were
then attached along with epiletes, collar, and cloth covered buttons.
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The tailor which sewed the wool fabric into a wearable garment, similar to many tailors
of the priod, most likely would have had more than one job to work at a time to make money.
During the eighteenth century, like centuries prior, the cost of fabric greatly exceeded the cost of
constructing the garment. For example, in 1621 when three yards
of silk cost fifteen shillings, the price of a tailor to sew the
garment (three days of work) was only one shiling and a
sixpence.277 During this same period in Edinburgh a group of
tailors located opposite of St. Giles earned a great deal of
income, evident by tax records, by gathering fashionable and
wealthy customers.278
Tailors, like other tradesmen of the time, did not write down a great deal due to the
possibility that someone might steal or profit from their trade secrets. Knowledge was instead
passed down through the guild system by apprenticeship. Perth, the area around where Dunmore
would have most probably been, had their own tailor incorporation.279 Edinburgh’s tailors,
though, had the second largest group of tradesmen, at least in the late 1600s.280 Discharge
records from the Glasgow Tailor’s guild do mention, “To paid for a letter from Taylors in Perth,”
in their minutes, confirming their existance.281
Even more striking, in Glasgow there were a few women who were allowed to join the
guild. They were required to have only male journeymen and servants so that they would not
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teach their trade to other women, but they did join. As early as 1736 and as late as 1762 women
appear on the roster as members of the Glasgow tailors’ guild.282 An act in 1744 was passed
which excluded freeman of the trade to teach women. Those who did risked being fined. This
was revised in 1758 to allow women to be employed for certain tasks, but were still severely
limited.283
With the Murray of Tullibardine tartan and the possible family connection, as well as the
possible production by Wilson’s of Bannockburn all garner significance for this jacket and vest.
Perhaps, the main significance, though, can be more properly summed up by a quote from Robert
Campbell in 1747 which states, “ No Man is ignorante that a Taylor Is the Person that makes our
Cloaths; to some he not only makes their dress, but, in some measure, may be said to make
themselves.”284 Catherine Gruber summerizes Rober Campbell’s 1747 quote when she states,
“Clothes make the man,” or at least present a certain crafted image. 285 No more blatantly can
that be seen as in Dunmore’s portrait.
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CONCLUSION
The canvas itself is one of the best windows that exists to understand or learn about the
tradesmen who created the objects which Lord Dunmore wore. It acts as documentation such as a
photograph might in modern times. Via the recreation of the objects the past was, in some way
relived, and an understanding, a literal stepping into the shoes of the past, was created. Without
digging deeply into the material goods as documents themselves, the tradesmen’s decisions and
stitches would be lost to time.
The following comparison photograph shows work which took three years to create and
complete. In modern times it was possible for one person, with the aid and advice of a many
others, to recreate all of the objects in the portrait. I had to become a modern “apprentice” to a
great many skilled craftsmen to be able to produce the necessary product. Work which would
have been divided and completed by hundreds of tradesmen through various interconnected
industries during the eighteenth century was able to be reproduced in a similar fashion. In total,
this project is the culmination of thousands of hours of hand work. Linda Baumgarten in her
book What Clothes Reveal: The Language of Clothing in Colonial and Federal America, states
that, “In some ways, old clothing brings the original wearers back to life.”286 In a similar way the
recreation process brought back to life, not only the wearer, but also those who made the objects.
The recreation process provided an opportunity to encounter the past. At the same time, the
reconstruction provided an avenue through which a modern audience can engage with the past.
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